2 who preceded them, or indeed of the contours of their Jewish life before the Shoah. This kind of remembrance is often the result of a combination of generational distance and subjective, emotional connection to the traumatic events that marked the lives of family members or relatives.
3 It is perhaps axiomatic, then, that the ability to be moved by experience of which one has only second-or even third-hand knowledge requires what we might consider to be a deep imaginative investment and recreation.
A number of recent Hungarian films, whether fictional, documentary, or experimental, have addressed such Third Generation phenomena, in some cases deriving their plotlines from the after-memories of writers whose grandparents, other relatives, or friends were survivors in one sense or another. The protagonists of these films tend to appropriate these memories in flashback, through time travel, or by physically (re)-entering the sites where relatives perished or evaded death. 4 Such films illustrate and exemplify a host of Third Generation responses to the Holocaust, ranging from psychological dissociation from the more disturbing aspects of their ancestor's experience, intensification or exaggeration of its influence on the present, or the 'aprΠs-coup' realization that it may in fact be a relevant yet not determining factor in one's life.
In an essay of István Bibó, a leading 20 th century Hungarian political philosopher and historian, written shortly after WW II, he argues that the nation must continue to discuss and confront the 'Jewish question'.
5
We recall, to be sure, that the subject remained taboo until 1989, shortly after the dissident writer György Konrád cautioned his fellow Hungarians-in the context of a debate organized by the opposition--to be prepared for all the consequences of the rendszerváltás-the "system change," meaning that freedom of speech included the rights of anti-Semites as well, as recent events in front of the Hungarian Parliament have all too clearly demonstrated. In his memoir A Guest in My Own Country: A Hungarian Life, Konrád notes: "Two generations after the fact, I feel prompted to preserve the memory of the Jews of Berettyóújfalu." 6 Such free discussion, however, is only now beginning to take place more fully, given the more than four decades during which Hungary was denied access to open discourse and exchange with western thought on this question. Consequently, it has become in some sense the self-anointed responsibility of contemporary filmmakers, writers and artists to engage it today. I begin with an extract from a film by Péter Forgács, the first Hungarian to receive the Erasmus Prize 3 film footage of the philosopher who was also minister during the 1956 Hungarian Revolution, who was sentenced to life imprisonment and later released under amnesty; the words, those of the historian who never abandoned his faith in the principles of democracy. The filmmaker's rendering of Bibó's social and historical analysis, conveyed in meditative texts and original amateur home movie footage, punctuates and paces his reading of the philosopher from one chapter to the next.
Many of Bibó's predictions proved all too tragically accurate, and while in the intervening 18 years since the changes, questions of Jewish identity, memory and history may no longer be taboo, they continue nonetheless to remain contested terrain. Although the Holocaust was the common lot of European Jewry, each nation experiences its own particular relationship to it, and in Hungary, documentary films have carried the primary representational burden with regard to this chapter of history. The first wave of Hungarian films foregrounding the Holocaust begins to take shape around the time of the changes: one of the first of these efforts, Forgács's series, Privát Magyarország, uses pre-war amateur family film footage similar to the foregoing example to evoke, in his own unique idiom, the darkening and ultimate destruction of a once serenely magical bourgeois milieu. Since that time, artists have produced a growing number of films in various forms and genres, notably in 2005, when a substantial number of Holocaustrelated films were screened at the Magyar Film Szemle 8 . More recently, the Nobel Prize accorded to Imre Kertész's novel Sorstalánság 9 paved the way for Lajos Koltai's film adaptation, scripted by Kertész himself, which won prestigious international prizes, elicited substantial controversy, and continues to circulate in global venues.
The contribution of documentaries in conjuring up these images and events is tantamount to a gesture towards self-recognition and healing: indeed, its role in structuring social consciousness in the process of spiritual and psychological preparation for the political changes can hardly be overestimated. Among the more important yet critically overlooked films on the fate of Jews in Hungary is Miklós Jancsó's three-part documentary series, Jelenlét ( Presence,) begun in 1965 and completed in 1985, and the half dozen pieces of the Kövek üzenete (Message of Stones) from the early 1990s: L'Aube (Dawn, 1985) , set in Palestine, and two documentaries, Elmondták-e? (Have You Been Told?, 1995) and Zsoltár (Psalm, 1996) . Although in his eighties Jancsó is obviously not technically part of what I am calling the Third Generation, in my view he warrants inclusion here since, in more than a century of film history, few if any other major internationally renowned filmmakers have produced such a quantity of documentaries devoted so consistently to this theme. Perhaps Jancsó's commitment is due in some measure to his training as a folklorist, an ethnographer and anthropologist dedicated to preserving endangered cultures; it may also be related to the oppositional stance of a compassionate leftist artist to the right-wing movements and discourses that, in diverse modalities, at times resort to racism and anti-Semitism as a \ftnrstcontplain lingua franca. In Mauthausentől a Dob utcáig (From Mauthausen to Dob utca, 2004 ) László Martinidesz retraces the trajectory of a family's success story: one of the fortunate to have returned from the death camp of Mauthausen, a former baker's apprentice opens a pastry shop in the former Jewish district and wartime ghetto of Budapest 13 , subsequently nationalized in the Stalinist Rákosi era. Later, the "maszek," the abbreviated term for magánszektor--the private sector or second economy--was allowed to flourish under close surveillance to ease shortages, enabling the pastry cook, like the owner before him, to survive hard times. In the 1980s, his daughter takes over the Frölich cukrázda, which today still functions as a popular meeting place on a revitalized Dob utca where patrons enjoy Kosher delicacies. Éva Pataki's Herzl uses an international context to frame the life and work of the Theodor Herzl, the founder of Zionism, who was born and began his education in Budapest; as a journalist in Vienna covering the Dreyfus affair, he was among the first to perceive the persistent dangers of anti-Semitism, and its effects on personality and identity. The director, a frequent collaborator of Márta Mészáros as screenwriter on such films as A Temetetlen Hallott/The Unburied Man, the recent feature film on Imre Nagy cf. György Baron, "The rooster is crowing: 'Jewish themes' in the films of Miklós Jancsó", Kinoeye vol 3 
(screened for this conference in Budapest), told me she feels compelled to continue working on films that bring to light repressed or neglected aspects of Hungarian history. (2004) is a fiction feature by the third-generation director Diana Gróo, who shot this mystical tale of time travel in the old Jewish quarters of Budapest and Cracow. The film follows Eszter, a young Hungarian art historian, on her journey through the Polish city in search of ancient Jewish artifacts. Through significant barriers of language and culture, she in turn follows a young Polish man, who steals a sacred book of hers that had been willed to her by her grandmother. Gróo's short feature, Urlicht (2005) , screened at the opening of the Hungarian Film Szemle three years ago, also suggests something of her approach.
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Miracle in Krakow
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In one of the interviews I made with her in Budapest, the 30-year-old filmmaker had this to say: "We are the third generation after World War II. Our parents' generation could talk about communism and they were closer to their parents' war experience. For us to talk about the past is very unusual. As a result, our generation is not just searching for money, but also for an identity and for topics that will appeal to a broad audience. We no longer have a common landscape. Everybody is searching to express him or herself. The style of a 1990s director has to be completely different from [that of a] Szabó, Makk, Jancsó, Elek or Rózsa." In 1999, she wrote and directed a short documentary Melody of th eStreet, set in her old neighborhood, Kazinczky Street, where memories of the past and the present come together as she listens to a Mahler symphony. Her current projects include a romantic feature comparing the bonds of heritage discovered by a Jewish girl from Budapest and a Jewish New Yorker, and a documentary about young Hungarian Jews who, like herself, emigrated to Israel after the changes, only to return to Hungary: "Here," she says, meaning Budapest, "life is more interesting: you have to fight for your identity as a Jew."
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In Szomszédok Voltak (Once They were Neighbors, 2005) , another Third Generation filmmaker, Zsuzsanna Geller Varga, questions neighbors of Jews deported from Kőszeg, a picturesque small town surrounded by mountains on the Austrian border of Hungary, 60 years later: what do they remember, she asks, of the town's ghetto, its brick factory, the train station, the mass graves, right in the very community in which they continued to live? What did they do and what could have been done? What did the bystanders see and what do they believe they saw in their small community during the last days of World War II? Geller Varga continues her investigation of the shadow cast by the failure to face the past in Zsinagógát Vegyenek/Synagogue for Sale, (2005) querying the citizens of Köszeg where the 150-year-old dilapidated synagogue--abandoned, overgrown by weeds, its gates locked--officially under landmark protection, occupies the town center. As it continues to crumble, the Cultural Heritage professionals do nothing, while the Jewish community in a neighboring town joins the local government in setting up a foundation. A married couple roll up their sleeves and attempt to save the building. In both films, similar phrases recur: Nem szívesen beszélek 14 I thank Eva Pataki for sharing these thoughts with me in Budapest in the context of the 38 th Magyar Film Szemle, February, 2007. 15 Urlicht/Primal Light, Hungary, 2005. 16 Special thanks to Diana Groo for speaking in depth of issues of Jewish identity with me in Budapest in February 2006 and 2007. 
